History as Metaphor and Metonym:
The Frame of Reference in Pound’s “Canto 85"

Frank Stevenson

Ezra Pound has said that an epic is a “poem containing history.” But
what is the nature of Pound’s “history,” that is, of history as it appears
within the aesthetic frame of the Cantos? Is this history empirical, or
symbolic, or both? The meaning of history for Pound clearly involves the
interrelation of myth and fact, and too of Western and Chinese traditions.
Here 1 will approach the question of the nature or meaning of Pound’s
history by exploring the juxtaposition of Chinese and Western history in
Canto 85. In my analysis I have found it useful to employ Bernstein’s
distinction between Pound’s metaphoric and metonymic techniques.!

Canto 85, opening and announcing “Rock-Drill,”” begins like this:

LING? =

Our dynasty came inbecause of a great sensibility.
All there by the time of Y Yin,

All roots by the time of Y Yin. &

Galileo index’d 1616,

Wellington’s peace after Vaterloo

il chih®
a gnomon,
Our science is from the watching of shadows ... (85:543)

William Tay, making Lewis’ distinction between remembered, recovered
(critical) and invented history and noting that Pound primarily remembers
(uncritically) and invents,2 contrasts the “Rock-Drill Cantos’ with those
which preceded them:
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The narratives of both the Chinese History and the Adams
Cantos are continuous and linear. In both sequences Pound is
more interested in the continuity, rather than the ruptures, of
order .... The Chinese and American histories are then two
diachronic continuities paralleling each other .... But the
ideogrammic analogies of the “Rock-Drill’’ allow neither context
nor narrative continuity. All of a sudden, the diachronic mode
of the earlier history cantos is replaced by the synchronic. Tem-
porality of one particular historical process no longer interests
Pound. The ideogrammic mode, which is only occasional and
restrained in the pre-Pisan works, finally becomes dominant.
Chinese and Occidental histories are mashed into a synchronic
whole, pieces of a jigsaw puzzle to be related to each other.
The meaning of history is now to be found not in the diachronic
process, but i the relations between the constant elements.>

Here Tay begs the question by implying that Pound’s ideogrammic
analogies are “ruptures of order.”” Might not Pound be re-ordering, that
is, breaking down order, as Coleridge says, “in order to recreate,” in order
to make a new and more complex order?* ‘But let us consider, as a starting
point, Tay’s diachronic-synchronic distinction. In his view, the Chinese
and American histories taken individually — as in the Pre-Pisan Cantos —
remain diachronic, while their juxtaposition in “Rock-Drill’” (and later
Cantos) becomes synchronic. However, it may be possible to see a
synchronic structure within the individual histories themselves. As for
Chinese history, we see this synchronicity in the self-contained cycle of
Confucian historiography. Michael Bernstein, in The Tale of the Tribe,
discusses the K&y , Mandate of Heaven:

. since the Chou’s right to hold power was justified only
by the restoration of the discarded values of earlier rulers and
not by the acknowledged formulation of original policies —
“All there by the time of Y Yin / All roots by the time of Y Yin”
—history was conceived not as a series of changing circumstances
requiring new techniques of government, but as a closed arena
in which a fixed set of already known qualities and practices
would assure success . ... This Confucian historiography runs
counter to thec Western myth of decay.’
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In Chinese history then — or at least in Pound’s view of it — there is an
ideal standard of virtue represented by certain mythic and historical rulers.
Being naturally virtuous, they are given the Mandate of Heaven and, for a
period of time, rule well. Thus history keeps returning, cyclically, to this
standard. J. S. Childs also speaks of the diachronic and synchronic aspects
of Pound’s Chinese history:

Pound’s depiction of the ebb and flow of Chinese culture through
time (“diachronically””) is accomplished by his poetic insistence
that certain spiritual and intellectual concerns remain constant
in the Chinese mind (“synchronically”) ... for Pound, Chinese
history may be understood as the alternating affirmation of
certain basic Confucian principles and the reactive abandonment
of those principles.®

These constant “spiritual and intellectual concerns’” are the very
Confucian virtues which Pound gives us a few lines later in Canto 85, drawing
from the 4%, Book of History and other (“remembered”’) classics:

II. 9. have soopes and beginnings tchoung

- = cheu
jen2 chih* i—l

are called chung14

=
ftizs (85:544)

Humanity (en{Z ), wisdom (chih & ), justice (i 38 ) and propriety
(li 78 ) are the “four foundations;” Mencius emphasized their status as
innate human virtues. Perhaps they are all called chung T, the center
or balance; chung can also be H , sincerity, and & , loyalty or conscientious-
ness. ( Hand shuZ , altruism form the ‘“‘one thread that runs through
Confucius’ doctrines.””)” These fundamental or T -central virtues constitute
the standard for a ruler’s behavior and so too the norm or ideal of history.
In this way Chinese history is already synchronic: its roots are constant and
transcendent, atemporal, outside of time or cutting across it. I fail to see
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how Tay’s criticism that Pound draws arbitrarily from already uncritical
texts is relevant in this case.® And yet, surely the virtues are a central theme
for both Confucius and Pound.

As for Western history, there is a way to view it too as synchronic.
We remember Bernstein’s claim that “Confucian historiography runs counter
to the Western myth of decay.” Pound apparently sees a Western tradition
dominated by selfishness, usura and greed, in spite of the high standards
of such virtuous personages as Malatesta and Adams. There is an overriding
sense of fallenness and decay and a felt need for a homecoming, a return to
some ideal origin or lost paradise. The synchronicity of Pound’s Western
history lies not in a fixed set of norms to which it keeps cyclically returning,
but rather in the recurrent myth of homecoming and return, the epic quest
of Homer’s Ulysses and Dante’s Dante, not so much cyclical as teleological,
eschatological. Ulysses® wanderings through the Cantos are set against the
repeated instances of Western greed and Chinese virtue as a kind of counter-
point, a pattern of flow against stasis. The myth of homecoming and the
Chinese philosophy, both recurrent, both express patterns of historical
transcendence and return.

Thus Pound, in his juxtaposition of the two traditions, is splicing not
just two linear narratives — though in a sense linear with respect to their
juxtaposition — but two already synchronic historical patterns. But let
us consider again Tay’s claim that “the narratives of both the Chinese
History and the Adams Cantos are continuous and linear.”” Even were we to
assume that these narratives, taken individually as in the pre-Pisan Cantos,
were linear and diachronic, we would still need to distinguish between the
narrative as given us by Pound within the poetic frame and the historical
narrative as a larger, perhaps ideal, totality. To pursue this point further,
let us turn to what Bernstein calls Pound’s “inductive’ technique. Taking
the inductive / metaphoric distinction — which seems to me roughly ana-
logous to the diachronic / synchronic distinction — from Jakobson’s
linguistics, Bernstein tells us that Pound derived his inductive method from
Frobenius’ kulturmorphologie and Agassiz’ quest for “luminous details:”°

(Pound’s) history itself becomes an “objective’ subject
treated in terms of Imagist and Vorticist aesthetics .... The
Cantos can claim to be more “scientific’” than standard histories,
which Pound thinks sacrifice the local truth of the event for some
abstract, universal formula . ... Pound’s “inductive” assemblage
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of historical particulars from widely scattered eras follows
metonymic progression . . . 10

It is clear that Pound, in the Cantos, wants to express history as a
somewhat random series of concrete particulars: fragments of records,
inscriptions, quotations, conversations, and actions. From these the reader
may induce larger syntheses, draw conclusions from the pieces of “evidence”’
he finds. The concreteness and perhaps randomness of these particulars
renders them more real, as they impinge on us like gunshots, than they would
have been if presented in “critical” linear form, with all the gaps filled in,
as if deduced, perhaps, from an already known ‘‘universal formula.” The
“local truth” of the random shot ringing in the réader’s ear is not sacrificed
to general laws or universals, though Pound may nonetheless wish us to
arrive at the latter inductively.

Bernstein claims that “Pound’s ‘inductive’ assemblage of historical
particulars from widely scattered eras follows metonymic progression.”” We
know that a metonym is a kind of symbol in which the part stands for the
whole, as when “‘the crown’” is used to 'signify “the king’’ or, in a further
metonymic extension, “England.”” Pound uses certain personages —
Malatesta, Adams, Confucius — to represent their historical periods, cultural
domains and ideals. These figures are symbols. Bernstein is then suggesting
that the larger history, induced by the reader from the concrete data he is
given in the text, is a symbolic synthesis or metonym. Pound, not wanting
to “sacrifice the local truth of the event for some abstract, universal
formula,” perhaps means to invoke this larger history as symbol or emblem
of idea] order, “an order possible,” as Pound says, “or at any rate conceivable
on earth.”™ For this metonym of order, symbolized by the “fragments
of beauty ... (and) things felt,”” surely has, more than do the abstractions
of logical synthesis, the living breath of myth and the power of “divine
vision.” 12

Although Pound sometimes gives us his conclusions, larger symbols or
syntheses within the text of the Canfos — the Chinese virtues as ideal
standards, the recurrent myth of Ulysses’ homecoming — much of the
inductive process must be carried on by the reader, starting with evidence
presented within the poetic frame, beyond it in his own mind. George
Kearns returns us to the young Pound, who was:

. struggling with an analogy that is useful in thinking about
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the later cantos. He took it from Blake on “line’’ in painting
and redefined it for poetry . . .. “In painting, the colour is always
finite. It may match the colour of the infinite spheres, but it
is in a way confined within the same frame and its appearance is
modified by the colours about it, The line is unbounded, it
marks the passage of a force, it continues beyond the frame . . ..”

... In the later cantos especially, there is a “frame’’ of form in
which each word modifies each other, and there is also a universe
of energies beyond, which enter and leave the frame.®

The empirical history within the frame, made up of the “colors™ of
discrete events, or the vibrations among mutually. modifying elements, may
then symbolize or, in its lines, point to a larger pattern beyond the frame,
a “universe of energies.” Kearns quotes an illuminating statement by Eva
Hesse:

Oddly enough, the inductive process of the Cantos is set in
operation in the reader’s mind irrespective of whether he broadly
accepts or rejects the inferences that the poet wishes to be drawn
from his juxtaposition of facts and fiction, sense impressions,
snatches of conversation, literary quotations, multiple allusions
and recorded events. In other words, they continue to “make
Cosmos”in the reader’s head. !

Hesse apparently sees the reader’s inductions as extending beyond
Pound’s own intended ones — that usury is bad, for example, or Confucian
virtues necessary — or as at least partly independent of them. No doubt
any good poetry evokes or sets resonating a wide set of possible meanings
and effects in readers’ minds, some unthought of by the poet, and is thus in
this sense “inductive.” This aspect of Pound’s technique would seem crucial
to his purpose: not just to convince the reader, but to engage him .in
dialogue, to open and stimulate his mind. Such an inductive process can be
set to work not only upon a history whose order appears linear and di-
achronic — though the diachronic narrative of Chinese or Western history is
too, as has been suggested, already synchronic — but also upon a more
complex, cross-culturally analogous history. Or does the process itself
change?

Bernstein  distinguishes Pound’s inductive technique from his
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“ideogrammic’” technique. The ideogram has a metaphoric structure. The
ideogrammic method is the “unexpected combination of the essential
characteristics of different subjects” as against the inductive ‘“‘assemblage
of many particulars on the same topic.””*® The former — again drawing from
Jakobson’s analysis — is the method of romanticism and. symbolism, of
poetry, the latter the method of realism and prose.'® In Pound’s edition of
Fenellosa® “The Chinese Written Character as a Medium for Poetry,” we
are told that the “ideogram, and by extension all true poetry, ‘agrees with
science and not with logic.” 7 This is because Pound, following Fenellosa,
sees the Chinese ideogram as a kind of energy field or “radiant node” of
juxtaposed discrete actions or images. These are empirical image-acts, of or
in nature itself, which are “naturally” super-imposed by the ideogram rather
than synthesized by the arbitrary laws of logical induction. Thus the
ideogram embodies “a closer relation to nature and natural processes than
Western arbitrary, conventionalized language systems . ... The ideogrammic
technique has the effect of creating a mew type of metaphor, revealing
hitherto unobserved relations.”’® ~ Bernstein quotes Pound’s famous
“Hegelian” assertion from the Fenellosa text: “Relations are more real and
more important than the things which they relate.””®® But, paradoxically
enough perhaps, it is just these relations which are not given the reader in
the ideogram,; it is just these that he is left, as it were, to induce.

Thus these two processes of linear induction and ideogrammic juxtaposi-
tion are rather closely intertwined. If the bits of historical data within
a single diachronic tradition are extended into larger, trans-textual syntheses
or metonyms, there is nonetheless a superimposition of disparate synchronic
elements within the same tradition: a pattern of recurrent myths and ideals
against the noniterative discrete facts. Perhaps we can see a metaphoric
pattern too in the mutually modifying colors of the discrete facts themselves.
In the ideogrammic splicing of normally unrelated historical figures and
periods, on the other hand,-the reader must induce the relations, which
thus weave a larger metonymic design beyond the poem’s textual frame.

In the opening lines of Canto 85, here repeated for the sake of conven-
ience, both of these processes may be seem to be at work:

LING?

Ky

Our dynsty came in because of a great sensibility.
All there by the time of Y Yin.
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All roots by the time of Y Yin, F
Galileo index’d 1616,
Wellington’s peace after Vaterloo

£ chih3
a gnomon

Our science is from the watching of shadows . . . (85:543)

Here Y Yin is, or was, a founding father of the Shang Dynasty, the chief
minister of % , “T’ang the Successful;” the speaker of “Our dynasty
came in ...” may be the Duke of Chou ( fF/\) in a passage of the Shu
ching Z 48 , Book XIV, where he addresses the former officials of Shang.?
The personage of Y Yin (more commonly romanized as “Yi Yin”) thus
symbolizes the foundation of that early dynasty and, by metonymic
extension, all of Chinese history (““All there ...”), or at least its recurrent
stable periods, its times of “sensibility” and “roots.”” It is therefore just
the synchronic aspect of the Chinese tradition which Y Yin evokes, the
cyelical return to that ideal virtue or sensibility which merits the Ry,
Decree of Heaven. In the name Yi YinBFF, Fisa family name, 3 is
“to rule.”” Perhaps Pound also has in mind here & chun, which often appears
in the Confucian Analects as the & -F , “superior man™ or “man of complete
virtue.”?!

Galileo represents another large tradition: the West, the Renaissance,
empirical science. His “index’’ records the date when this science was
brought to China via Matthaeus Ricci and the Jesuits.”> Here the cross-
cultural metaphoric connection of the ideogram is a real contemporaneity,
an empirical moment of cross-fertilization recorded (“index’d’’) as such by
the poet. Wellington, cursed by Pound as a “jew’s pimp”” at 50:248, may
be a metonym for a different Western tradition. The “peace after Vaterloo,”
beyond its Germanic reading as “Fatherloo” and possible Teutonic coloring
of Napoleon and / or Wellington, also suggests IE , chik as “stop” or “resting
place.”” Of Tay says:

.. it has been used in other cantos to signify the resistance
to evil forces and the restoration of order. Its strategic position
after the Battle of Waterloo is perhaps an attempt to remind
us of the principles of Y Yin and the Duke of Chou as the right
solution. On the other hand, chih is etymologically related to
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the ideogram shih & or time, which consists of two pictographs:
the sun © and the highly stylized 4 , indicating a foot touch-
ing the ground. This pictograph also represents the meanings
of both “stop,” which is chih 1k , and “go” » chih in the
first tone. So the abstract concept of time is suggested by the
“stop” and “go” of the sun. Pound’s “gnomon” under the
ideogram chih IE then adds an entirely new, though etymologi-
cally ancient, aspect to this word.

This “gnomon,” we know, is “sundial’” in one of its meanings and
“saying, rule, canon of belief or action” in another; the root sense in Greek
is “perceive, know.”?* “Science’’ is also “knowledge’ in its root sense,
and “shadow’’ suggests “comparative darkness caused by the interception
of light,” “shades of the dead,”” “the faint appearance of something seen
through an obscuring medium,” and “a symbol, type.””® Thus the next
line: “Our science is from the watching of shadows ....” The shades of
Yi Yin and Calileo are overlaid. The latter’s science induces general laws
from the repeated observations of discrete facts, “shadows’ of increments
of change, shady borderlines of measurement. The particulars may be
shadows — “comparative darkness” or “faint appearances” — with respect
to the universals which encompass them; or is it the other way around?

But the Chinese sundial harks back too to Yi Yin and the foundation
of the ancient dynasty. It is, after all, the empirical sciences of history and
archaeology that uncover the artifacts of such -a dynasty,' the records,
inscriptions, “mottos on sundials.””® The “resting point’> that marks the
foundation is too the sundial that can measure, by increments, the centuries
of metonymic extension of the empire. Pound “gnomon’ thus not only
helps to connect Yi Yin and Galileo but, by invoking the scientific sense of
time and history as a discretely measurable entity, seems to comment on his
own cross-historical ideogrammic method. Kearns reminds us that “gnomon’’
is also “saying,” Pound’s poetry is indeed “gnomic”’:

Each line is a gnomon, a shadow or indicator of whole systems -
of light / wisdom / history and of a habit of Chinese thought
that lasted for centuries and formed the basis for preserving old
records, (In a note at the end of Canto 85, Pound records that
Confucius, who is supposed to have gathered the documents
that form the Shu, “said he had added nothing.’’ That is, the
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roots of his teachings were all there in the gnomes attributed
to legendary figures such as Y Yin.)%’

The first fourteen lines of Canto 85 fall visually — and rhythmically
— into a 6-2-6 pattern, with “chih® / a gnomon’’ forming the pivot and
diostasis of lines seven and eight. In line thirteen, “gnomon™ is echoed in
“ignoring’> and “shadows’” in “hsien?’”;

Our science is from the watching of shadows;
That Queen Bess translated Ovid,
Cleopatra wrote of the currency,
Versus who scatter old records
ignoring the hsien? form
%’f‘»

and jump to the winning side.

Kearns points out that “from the Chinese characters on the page’” —
S RF F% — “we may form a perfectly good five character line of
poetry ... like each line in the Confucian Odes ... .”?% He translates this
line: “the spiritual forces registered by Y Yin provide a point of reference
for sincere and intelligent action.”” The “LING? % > which Kearns renders
here as “spiritual forces” is of course taken by Pound as “sensibility.”” This
“sensibility,”” shared by great leaders, is their natural or pre-existing affinity,
ground of their contemporaneity, their synchronicity. Bernstein asserts:

The total “‘ideogram’’ defines the type of sensibility Pound
believes must be present in a truly humanized society, a sensibili-
ty dependent for its success upon the rightful union of the best
elements in a number of quite different historical traditions . ..
“It can’t all be in one language’” (86:563). ... Pound wanted
the pertinence of connections among cultural and historical
patterns to be, like those among parts of Chinese characters,
“naturally’” guaranteed.®

The natural logic of the ideogrammic relation echoes the Pound-Fenel-
losa view of the Chinese character as a “‘natural’” conjunction of diverse
actions |/ images, closer than Western “arbitrary, conventionalized language
systems’” to nature itself. Thus this LING? (“sensibility’?) is naturally present
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in, and shared among, the “best elements.”” Announcing *“Rock-Drill”,
this LING? % not only unifies the first fourteen lines but, as common
denominator of great minds and great rulers, sets the theme for “Rock-
Drill’” and “Thrones™:

The statement connecting sensibility and government is followed
by examples of rulers who exemplify the sensibility that is
invoked throughout “Rock-Drill” and “Thrones:” Wellington’s
moderation, Cleopatra’s attention to the question of money,
Elizabeth’s translations (with everything that “translation”
and “Ovid’* have come to stand for), the great minister Y Yin’s
wisdom and awareness of the Process, and implicitly those of
later dynasties who remember Y Yin and take him for a guide.
... The defined sensibility becomes chih®, something we can
fasten to, a place to begin. The forms of these rulers, moving
within the records that tell of their accomplishments, are
“shadows’® from which we may derive knowledge. Hence,
obscurantism — any suppression or scattering of the records of
sensibility — is counter to the active and sincere intelligence
necessary for civilization.®

The hsien? Eﬁ , which Kearns takes here as “active and sincere intelli-
gence’ — and which is ignored’ by those “who scatter old records” —
contains ch’en? B on the top left, “subject,” “a polite term for ‘I’ when
addressing the emperor,” “a minister or official.”” On the top right is chung!
H ., “loyalty,” “conscientiousness,” and underneath is pei* B, “shell,”’
but Pound perhaps mistakes it for chien® H , “to see,” “to understand,”’
“to observe or examine,” Pound’s “luminous eye.””* This last is especially
significant within the framework of “gnomon’” and “watching of shadows.”
But perhaps the structure of the character ling® £ — that synchronic ground,
shared nature or sensibility of a “truly humanized society’” — is even more
striking. Tay comments:

“Ling” or & is an ideogram formed by three parts. The
upper part of the ideogram is i or yil, rain falling from heaven;
the middle part consists of three mouths. The lower part,Z& or
Wi ... refers to “Magical arts. Dancing and posturing in order
to induce the descent of the spirits.”” (Mathew’s No. 7164)
The entire ideogram (No. 4071) means “the spirit of a being,
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which acts upon others ...

’... An ideogrammic reading of the
whole word, as favored by Pound, may see it as the rains from
heaven being induced to descend on earth by the ritual songs
and dances. In the next canto, “sensibility’’ is also explained
as “the feel of the people’ (86:560). In short, the mandate of
heaven can only correspond with the good will of the people
on earth,®

This sensibility (or “spiritual force’) is, then, proper attunement: a
ruler’s attunement to heaven (ancestors, spirits) and to earth (people,
empire), uniting-the two domains. Such heaven-earth mediation, symbolized
by the trigrams of the I ching ( 5 #& ), was traditionally the re & or power
of the shaman-king, in the Shang Dynasty and earlier. The shaman com-
municated with heaven X through sacrifice and augury — for in the tran-
scendent realm of the ancestors knowledge of the whole tribal past and
future reposed — and thus brought the benefits of a benevolent Nature to
earth, to the present and immanent domain of the empire or tribe. Thus,
as Kearns says, ling?> “suggests transfers of energy between heaven and earth,
and an awareness (of the Process) necessary for good government.”** He
notes:

It must have been when he was translating (Ode 3.1.8) at Saint
Elizabeths that Pound was struck by its extraordinary uses of
ling? . ... In the ode, it undergoes a wonderful metamorphosis
as it is used to describe first a marvelous tower, then a park,
then a pond, all built by Wan, the great ancestor of the house
of Chou ... a ... paradise in which king, people, nature, and
music are in constructive harmony and where pond-park-power
appear not to be a “real” place but to be a symbol of a civili-
zation informed by the spirits of the ancestors, or by “Heaven’’
.... At each appearance in “Rock-Drill” and “Thrones,” the
character Brings with it a new context that modifies or extends
the definition. The entire group of cantos explores the im-
plications of ing? in the lives of people like Queen Elizabeth,
Galileo, Senitor Benton, and Desmond Fitzgerald, whose sense

of responsibility is “rooted” in an ample awareness of the natural
order,

This “civilization informed by the spirits of the ancestors, or by
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‘Heaven’’ is too in a sense what Pound wants to arrive at, point to or
symbolize in the Cantos: an ideal order, a divine vision of paradise. & ling?,
“sensibility”” — social responsibility rooted in awareness of natural order
— is the common ground of the synchronic ideogram, the cross-cultural
metaphor. It is the pre-existing affinity of, for example, an Yi Yin and a
Galileo, both of whom were attune to the proper correspondence of heaven
— ethical and mathematical universals — and earth, empire, the immanent
world. Again we think of “gnomon,” of which Kearns says:

A more arcane use of gnomon in the later cantos is the
myth of the “world tree,” which has roots in the earth and its,
topmost branches in heaven, representing a harmonious society
as well as an image of the spiritualized “‘science’’ of men like
Galileo, Frobenius, and Agassiz. “All these requirements of the
specialized sciences,” Frobenius writes, ‘“have been set aside.
We see the earth in its entirety. ... The whole of it one huge
tree, the tree of heaven, Ygdrasil’> The tree, which stands
symbolically at the center of the earth — and which Pound
associates with the chung th, “the pivot perceived by Y Yin”

—isalsoa “gnomon.”36

The balance or interpenetration of earth and heaven, concrete immediacy
(or “currency”) and transcendence in Pound’s “ideogram™ is perhaps
clearest when we look at his use of the Chinese characters themselves. J.S.
Childs points out that the ideogram is meant to be in one sense unknowable
to the reader, transparent like a glass through which we view what lies beyond
meaning.¥” And yet we intuitively grasp it, for the ideogram as signifier,
its sense “naturally motivated,” has become its own signified.® Uniting
the text and transcending it, it is a window through which a higher order
appears, the “universe of energies beyond the frame.” Bernstein comments:

By its joining of cosmic order and human observation, the ideo-
gram, like a religious icon, can induce calmness and meditation.
... The ideogram is uniquely suited as a focus for meditation
because of the very priority it assigns to sight. The divine
brightness of Plotinus and Erigena ... finds its best graphic
representation in a word that is also a picture, an image that
" must, like the phenomenon it records, be seen in order to convey
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its meani.ng.39

The ideogram (character) is there to be contemplated by the reader,
like the Z announcing “Rock-Drill” or the jl that glosses and unites
“peace’” and “gnomon,” and too points beyond them. In this way it serves
as a center or focus, perhaps, for the larger process of contemplation by
which the reader synthesizes the cross-historical metaphor, grasps the meta-
historical metonym. We get contemplation and Erigena — though lamentably
no Chinese characters — a few lines after “Our science is from the watching
of shadows” in Canto 85:

Dante, out of St Victor (Richardus),
Erigena with greek tags in his verses.
Y Yin sent the young king into seclusion
by T’ang Tomb to think things over,
that they make total war on CONTEMPLATIO. (85:546)

Tay notes that this contemplation was forced by the sage counselor Yi
Yin upon the young king T"ai Chia, T’ang’s grandson, to make him repent for
not having served the “bright requirements of Heaven.”* Contemplation is
the common denominator, the synchronic ground of shared sensibility of
Dante, St Victor, Erigena, Yi Yin and young T’ai Chia which makes possible
their contemporaneity. But Tay claims that the analogy is flawed here
because while the Chinese contemplation is for self-rectification, that of
the Western tradition, coming out of Christianity and Neoplatonism, involves ‘
transcendence to a purely spiritual or divine state.* St Victor had dis-
tinguished contemplation, in which the mind unifies with its object, from
the lower states of cogitation, in which the mind “flits aimlessly about
the object,” and meditation, in which it “circles about it in a methodical
manner.”* . In Guide tc Kulchur Pound concurs: “That is something a man
can check up on. It is a knowledge to be verified by experience. I mean ours
with St Victors.”®

But if we want to preserve for Pound a natural affinity in the historical
analogy or metapjor, surely we can see the Chinese contemplation of self-
rectification as a unification, too, of subject and object. It is just the
ling? & of the wise ruler, by which he mediates heaven-earth, or transcends
to the realm of the spirits (“by T’ang Tomb™), communes with them —
unites his spirit with theirs — and returns again to the immanent world of



HISTORY AS METAPHOR AND METONYM 187

his empire. At least, that is what such contemplation could or should be,
ideally speaking; whether young T’ai Chia is equal to it is another ques-
tion.

Most puzzling in this contemplation passage is the last line: *that they
make total war on CONTEMPLATIO.” The capitals attract us just like the
iconlike Chinese character, focus our vision on another kind of “signifier as
its own signified.” We know the word’s roots — “All roots by the time of Y
Yin” — mean something like “being together at or in a temple, templum,
space marked out for observation of auguries, probably akin to tempus, time

.7 Pound may mean “make war on” in a positive sense, as Tay seems
to assume, as in the “‘attacking” of a problem, but the possibility of a
negative reading —’ not to contemplate — is all too clear. Thus the pivotal
line is a kind ot paradox — a “verses” as “versus”? — another signifier as
signified that points beyond meaning. Taking it as negative, Yi Yin could
be saying to the young king that he has misruled due to too much idle or
fuzzy-minded contemplation (the Platonic and Neoplatonic sort?) rather
than the genuine (pragmatic) sort. This starts pulling us back toward Tay’s
point that the Chinese contemplation is different from the Western but
perhaps (contra Tay’s assumption) Pound wants it that way. Consider the
next lines:

that they make total war on CONTEMPLATIO.
Not to pamper this squirrel-headedness
. “in T’oung loco palatium”
and not to bitch this whole generation in fish-traps

“Not to pamper . . . [ . .. and not to bitch . . . ” suggests the negative
sense of “war.” The voice that speaks these two lines, though it may be that
of Yi Yin rebuking the young king who has gone astray or simply (in
soliloquy) not tolerating him, sounds also like a colloquial American voice,
a southern senator’s perhaps. Such are the ironic possibilities of Pound’s
play of personae, part of the larger woven pattern of the ideogram: set as
counterpoint against . . . squirrel-headedness / . . . fish-traps,” we hear the
Latin and Chinese of “. . . CONTEMPLATIO / . . .“in T°oung loco palatium.”
We assume this last is the “place of the palace” at T’ang Tomb — is Pound
making a sound- and time-play here on the much later “Tang” of “Tang
Dynasty”? — or somewhere near the heart of the empire, the seat of govern-
ment where young T°ai Chia’s rule has been too “squirrel-headed.” Not to
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pamper or allow squirrel-headedness then could mean not to allow idle
or useless contemplation; ‘“not to bitch this whole generation in fish-traps”
could mean not to cheat, spoil or waste the time, or the government, of the
people on such vain pursuits. But if we take this CONTEMPLATIO as a
vain or useless one, is there to be a properly self-rectifying contemplation for
the young king? The following lines say:

put some elbow-grease into it
the third seu
Je sz’
Nor by vain disputations .
nor sitting down on a job that is done  (85:546-47)

This M€ (szu*) means “to worship,” “to offer sacrifices to.” Clearly
Pound is talking about worshipping the ancestors: not only are we still “by
T’ang Tomb,” but the only szu in the third tone (“the third seu™) is 5,
“dead,” ““death.” One suspects that Pound is fascinated by the radical K
(shin*), which also appears in it (she®), “god of the land,” “community,”
in M (shen?), “god,” “spirit,” “soul,” divine,” and in 7 (rsu®), “ancestor,”
“founder,” a stronger candidate, perhaps, than % for “the third seu.” The
7~ by itself means “to show,” “to indicate,” “‘to make known,” and thus is
a kind of visual echo of the “luminous eye” (5 )in%, the ik, gnomon as
sundial, and science from “watching shadows.” Here Yi Yin is apparently
teliing the young T’ai Chia to “put elbow-grease” into the sacrifices and
prayers for the dead Grandfather T’ang — and also into his kingly duties
“in the palace,” or has the palace of “T"oung loco palatium™ become the
tomb? — rather than idling in vain misrule / distespect at the palace / tomb.
The strong ruler should not idle in the “fish-traps” of “vain disputations,”
pure contemplative metaphysics (“greek tags in his verses,” “versus™),
perhsps, that lacks a pragmatic ethical [ political ground, lacks “roots.”
The main thrust seems to be the need for seiflessness, either at palace or
tomb: this is pragmatic contemplation, an active Confucian ritual which
thinks of one’s ancestors-(heaven) and people (earth) before oneself. The
force of “making war” on contemplation might be just this energy of hard
work and renewal. In Canto 53 we hear:

33 ¢c

Tching prayed on the mountain and b
wrote MADE IT NEW
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on his bath tub .

Day by day make it new B
cut underbrush,
pile the logs
keep it growing . .. .

Chang Ti above alone rules. H
Tang not stinting of praise:

Consider their sweats, the people’s ¥ * -

If you wd / sit calm on the throne (53:264-65)

The pragmatic ruler must “cut underbrush™ and “keep it growing . ..”
He must on the one hand “consider their sweats, the people’s,” and on the
other “pray on the mountain,” for b7 (“God,” but in its original sense
also “high ancestor”) “above alone rules.” He must periodically renew him-
self, and his empire, by retiring into a “contemplation” which is the active
performance of rituals, worship of ancestors. To.see this (Confucian) con-
templation as pure praxis again raises Tay’s objection that it differs
fundamentally from the Christian-Neoplatonic, that ideal “transcendence to a
purely spiritual or divine state.” It is well known that Pound considered the
Chinese Taoists and Buddhists as irresponsible, decadent mystics and was
himself an ardent Confucianist.* Perhaps the Taoist and Buddhist fusion of
subject and object — the Taoist wu wei % & which does nothing yet allows
everything to be done, the Buddhist semadhi, sunyata — -would be closer to
the Western “mystical” contemplation, though they are too a kind of pure
praxis.

But coming back to the “total war on CONTEMPLATIO” ideogram,
and leaving aside the question whether the Chinese contemplation is not also
a spiritual transcendence and the Western also a pragmatic self-rectification,
I think Pound probably means the cross-cultural analogy to contain both
the identity and the difference. This is essentially a Chinese-Roman
metaphor — the Palatium was the Palatine Hill in Rome where the emperors’
residences were built — an ideograin with Erigena and Richardus a bit further
down the line, in the Western Middle Ages. Rome is better remembered
for its fall than for its early foundations or high standards of virtue (as
opposed to legal system); such standards lie in the shadow of Greek ethical
and political philosophy. Both Richardus and Erigena were reaching back,
through Plotinus and Neoplatonism, to Plato — “Erigena with greek tags in
his verses” — and Dante, it could be argued, was reaching through St Thomas
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back to Aristotle. Perhaps they were trying to build a new empire of the
Spirit or Idea. But while medieval Christianity reaches back in some way
to the Greek ideal, it is also permanently separated from it by the intervening
history, pre-eminently the Roman Empire and its fall. Thus the nature of
this return (or that of the later Renaissance) in the West is not quite the same
as the Chinese cyclic return to the Ry , Mandate of Heaven. The pivot-
line here, “that they make total war on CONTEMPLATIQO,” the synchronic
center of the East-West metaphor, is after all a paradox, az tension and
vibration at the hinge and &7 — core of the ideogram. From this axe-carved
rift or split the irony would seem to spiil and flow in both directions.

1I. 9. have scopes and beginnings  tchoung
= = cheu
jen2 _ chih? i—H
are called chungl:4 R IF
(1508, Mathews)
no mere epitome without organization.

B The sun underitall:  (85:544)

Here again we have the ironic interplay of voices Latin and -Chinese,
and a kind of paradoxical pivot-line which ironically undercuts. “The sun
under it all,” besides suggesting other characters in the vicinity like |
“book,” as in B Book of History, and, closer, chih® & , “wisdom,”
might suggest too the ruler’s return from the highest flights of spiritual
transcendence or communication with spirits (“sun above it all”) to the
immanent domain of real history and real empire. The main point of Yi Yin’s
lesson in “pragmatic contemplation” may be just the necessity of such a re-
turn, but the need too for the periodic renewal of the transcendence. B is
part of the young king’s name: X B , T’ai Chia. It is also “armor,” “shell,”
“crust,” and the first of the “Ten Celestial Stems.” The four foundations
of humanity, wisdom, justice and propriety are all “called chung!™.” It
is hard to guess which chung in the fourth tone (chung®) Pound might have in
mind here, since the most likely candidates, as noted earlier, are
(“center”), & (“conscientiousness,” “loyalty™), and 3 (sincerity”), all in
the first tone, chung!. Was the poet thinking of the verbal sense of §7,
chung®, “to hit the target,” “to attain the goal”? Or of {1 chung®, “in
the middle,” as in {1/ , another name for Confucius? The key point is that
all the possible chung’s including the % that appears in the text, contain.
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2 &é

in them the B . This character, signifying “heart,” “center,” “balance,”
recurs several times through the Chinese history cantos. For instance, near
the end of Canto 84 (and the end of the Pisan Cantos):

n’dos gradations
These are distinctions in clarity
ming2 BH these are distinctions

Jonh Adams, the Brothers Adam
the there is our norm of spirit

our chung? g

whereto we pay our

homage (84:117-18)

The Greek ethos — “custom,” “character” — is a very significant icon
here, introducing as it does the East-Weste ideograra, the affinity of sensi-
bility (or of virtue, ethos) of Confucijus and Adams. Ming® BE |, sun on the
left and moon on the right, is “clarity” as in “bright” and also as in
“understanding” or “clarify.” The first line of the Confucian classic The
Great Learning says: ‘‘What the Great Learning teaches, is — to illustrate
iltustrious (bright) virtue (7£ BH BA%E); to renovatde the people; and to
rest (1) in the highest excellence.”® We get the bright light of Bj
associated with virtue — and with Erigena — in Canto 74

in the light of light is the virtu
“sunt lumina’ said Erigena Scotus
Light tensile immaculata
the sun’s cord unspotted

“sunt lumina” said the Oirishman to King Carolus,
“OMNIA

all things that are lights” (74:7)

The ™7, of course, also appears in the title of another Confucian book,
the &3 &, Doctrine of the Mean, whose preface informs us that “Being
without inclination to either side is called E]:l; ...By 7 s denoted the
correct course to be pursued by all under heaven. .. 2% The ground of
synchronicity of the Confucius-Adams metaphor here lies in the clarity of
definition, the rectification of names that reveals the “norm of spirit,” the
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common virtue of Adams and Confucius, of all “‘under heaven” who follow
the “correct course” ( i ig) and so “rest ( ) in the highest excellence
( E#).” Of course, in the “Brothers Adam” we find “the name of
everyman --- the oldest name for man, Adam, our norm of spirit.”*
Homage to our 3 — norm is perhaps also homage to our 1 — core of
nature.

But getting back to the “scopes and beginnings™ passage at 85:544, and
considering once again the “scope” of meanings (or telescoped meanings) of
chung'™, it seems likely that both [ —loyalth and B — sincerity are
intended along with 57 —center, perhaps also B0 —*hit the target” which, in
verbalizing or actualizing the noun, also extends its scope from chung! to
chung*. While . has the underlying /s , “heart,” ¥ has the underlying

K , “clothing.”” The truly sincere ( & ) man, we may suppose, is sincere
inwardly (in his 7 —core) and not merely for outward show ( B, “shell,”
“vain disputations”). He is no mere “epitome,” “type” or “representative”
of virtue but is virtuous in his inner nature which, as we see when we cut
away the shell (“epitome™ in its roots is “to cut upon®), is not so much

logical as organic. Although the sun is on top in ¥ | logically enough for a

“Celestial Stem,” this sun-on-top is just the shell; in & (wisdom) the sun is
under Al (knowledge), suggesting perhaps the heavenly source of our nature
or virtue and too its pure interiority, radical immanence. The “sun under it
all,” something like the “total war on CONTEMPLATIO,” seems designed to
shock, to tease us out of thought with its paradox to undercut with irony.
But in this Chinese-Latin ideogram we need the proper alignment or
“organization® to get the synchronic connection, and the “sun under it all”
just could be, too, a simple statement of the fact of the matter. There are,
after all, “distinctions in clarity / ming? #H .

Pound’s cross-cultural, trans-historical ideograms, juxtaposing East
and West for ironic and edifying effect, seeking contemporaneity in different
times and a single locus in different spaces, become increasingly rich and
complex in “Rock-Drill” and “Thrones.” Although Tay’s claim that “The
meaning of history is now to be found not in the diachronic process, but in
the relations between the constant elements™ is meant apparently as a-crit-
ique of the poet’s new method, his “ruptures of order,” I would take it as
praise, encouragement, invitation to enter into a challenging intellectual
puzzle. For in this epic, this “poem containing history,” Pound is, I think,
creating a new horizon or frame within which to understand the movement
and menaing of history. History is not just a series of pre-ordered discrete
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events as rationalized by_ a kind of absolute consciousness, it is also those
same events — and thoughts, and words, and ideals — impinging in their
random way upon an individual consciousness which imposes a posteriori a
kind of order a poetic order, upon them: “no mere epitomé without
organization.” - The poet’s imagination “dissolves, diffuses, dissipates, in
order to recreate.”® History is the experience we make of it, what we
perceive but also what we imagine and create. -

This “poetic™ ordering of history then tries to stay close to: the empirical
(lived, experienced, phenomenological) reality, but as such it already includes
what may be induced from the particular statements, ideas and events:
universal laws, gnomes, ethical ideals, but also myths, metaphors, symbolic
complexes whose full synthesis is reached beyond the poetic frame, and with
many rich variations, in the individual reader’s mind. There myths and ideals,
of course, are not only induced from the “raw” history, but are also largely
what motivated and generated it in the first place. “All roots by the time
of Y Yin;” “the Brothers Adam / there is our norm of spirit / our oo ....”
Pound’s history is a vast metonym, compressed within and stretched beyond
the frame; it is a vastly complex metaphor of interwoven textures which press
against, test and transcend the sensitive and living frame of the poetic
instrument.

William Cookson quotes Pound:

“The essential thing in a poet is that he builds us his world”
Pound wrote in 1915 . ... Mr. Pound had some interesting things
to say about Thrones in an interview in the Paris Review
(Summer 1962). “Rock-Drill was intended to imply the neces-
sary resistance in getting a certain main thesis across —
hammering. I was not following the three divisions of the Divine
Comedy exactly. One can’t follow the Dantescan cosmos in an
age of experiment. But I have made the division between people
dominated by emotion, people struggling upwards, and those who
have some part of the divine vision . . . The thrones in the Cantos
are an attempt to move out from egoism. and to establish some
definition of an order possible or at'any rate conceivable on
earth.”” . . . Another quotation . .. from Impact, “History is
recorded in monuments, that is why they get destroyed.” .
“Only connect . . .” One measure of the success of the poem is
that is has brought things that were previously disjunct without
blurring their edges into a permanent pattern of meaning.
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Another is Pound’s capacity for continuous development. The
Cantos really is a record of the growth of a poet’s mind . ...
These cantos . . . are fragments of beauty that because of their
{fragmentation are permeated by pain . . . a cluster of things felt,
that spark off new relationships with themselves and with the
body of the work on each rereading . , . .5

These “fragments” and “things” that “spark off new relationships”
create, in their “sparking,” a design both metaphorical and inductive, moving
within the “body of the work™ and beyond it. The radical empiricism and
freedom of scope or range of this design place Pound, and his work, in an
“age of experiment,” an even more experimental age than that of Words-
worth and his “record of the growth of a poet’s mind” in The Prelude. But
while Pound has clearly moved beyond the didactic theology of Milton —
not to mention the “damnable dogbiscuit of Milton’s thetoric” — and
Wordsworth’s communion of Mind and Nature, in another way he has sailed
back, in his openended periplum, to the lived reality of the myth in Homer,
the “divine vision” of Dante. If he wants to catch the raw force of history
as an empirical record and “cluster of things felt,”” he also means to point,
through metaphor and metonym, toward some ideal synthesis, noumenal or
transcendent history, some “definition of an order possible or at any rate
conceivable on earth.” In his interpretation of the synchronic hammering of
“Rock-Drill,” Tay speaks of Pound’s “‘emblematic” use of history:

The historical figures in this synchronic past often function
as emblems . . . their historicity is merely the clue to that
meaning beyond. In the late Pound, as Hugh Kenner points out,
“the visible is a signature of the invisible,” the natural world
is related with that of the divine. One can simply cite the open-
ing ideogram ling to support this view . . . before “Rock-Drill”
never has history functioned so distinctly and systematically as
emblem . . . Pound . .. intends to deduce a noumenal meaning
from historical phenomena .... In The Cantos, the belief in
some kind of a “permanent world” is only implicit at the
beginning. It is substantially revealed in the Pisan sequence,
and the appearance of “Rock-Drill” reaffirms it. By manipu-
lating history in the emblematic mode, he is able to erect a
metaphor of everlasting values. By alluding to some “fixed
meanings” represented by historical counters, Pound must be
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considered as at least a limited symbolist. His only difference
may be that his meaning seldom veers into the metaphysical
and his focus is constantly on the concreteness of the mate-
: 51

rials.

This “permanent world” is the ideal or possible order, of which the
constant “focus . . . on the concreteness of the materials” gives
us but brief glimpses. And yet transcendence to the invisible world
presupposes the return to immanent empire and pragmatic action. By
entering this poem containing history that points beyond itself, and joining in
its synchronic matrix of ling £ , shared sensibility, the reader shares in the
movement of transcendence and return, discovers the process and follows it.

But if you will follow this pr%ess

not a lot of signs, but the one sign
etcetera
-plus always taken

and from tekne back to seauton (85:546)

The ideogram identifies the process with the Confucian fe &, virtue
or power, the “one sign” that includes all the others, the ideal ethical order
itself. But it also joins Confucius with Plato and Socrates: “plus always art
(technical skill) / and from art back to self-knowledge . ...” The return from
art — from the ideal, or from the poem’s shape and form? — to (the reader’s) -
self-.knowledge is a kind of return to immanence, to praxis. Or is it
transcendence from the praxis of fekne to the spiritual contemplation of
self-knowledge? Perhaps it is a double movement, the movement of history’
within and beyond the poem which sweeps the reader up in its evolving
process. But he needs a point or frame of reference, perhaps a [, gnomon
or place of rest, by and from which to measure and feel the shifting shadows
of Pound’s history, his “fragments of beauty’ and “cluster of things felt.”
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